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INTRODUCTION 


In the entire history of rock and roll, few bands have made as significant 
an impact on popular music as Kiss. In 1974, these four New York City musi- 
cians took the music world by storm with a debut album that featured aggres- 
sive, yet catchy songs composed of roaring electric guitars supported by a thun- 
derous rhythm section. In an admittedly bland era, Kiss’ music offered a more 
energetic release for young rock and roll fans while presenting an elaborate the- 
atrical image involving makeup, costumes and pyrotechnics that made the band 
hard to miss. As a result, early Kiss albums achieved platinum status almost 
immediately after they were released and by the band's fourth album, the Kiss 
phenomenon was well on it's way to encircling the globe! Kiss' unique music and 
image paved the way for future rock musicians. Now, loud guitars and wild stage 
antics are qualities almost expected of hard rock bands. As many of today's suc- 
cessful rock musicians cite Kiss as a predominant early influence, they are often 
referred to as one of the founding forefathers of heavy metal! 


While many have examined the history of Kiss as a band and discussed 
the various publicity that has surrounded it's members for over two decades, few 
have explored the most important factor that has enabled Kiss to continue for so 
long: the music. This book focuses on some of the more popular tracks from the 
Kiss catalog and explores each of the guitarists' contributions towards creating 
the incredibly successful Kiss sound. 


The Best Of Kiss-Signature Licks book, along with the accompanying 
recording essentially serves as a “hands-on” learning tool with which to study 
some of Kiss' best music. The book features transcription excerpts from twelve 
Kiss songs which appear in chronological order of release, spanning from the 
debut self-titled album to their most recent release, Revenge. (Many of the 
songs covered in the book may be found on the more recent compilation C.D., 
Smashes, Thrashes, & Hits.) The transcription excerpts showcase some of the 
more significant and memorable riffs and solos from each of these songs. All of 
the excerpts also appear in audio form on the book's accompanying C.D./cas- 
sette recording. This not only lets you hear the guitar in context, but allows you 
to more effectively practice each guitar part in an ensemble setting. 


For optimum study, the lead or main guitar part is presented in the right 
channel while the rhythm section dominates the left channel. With this set-up, 
you may choose to study the examples covered in the book by: 


1. playing along with the recording "as is" in order to hear the riff in 
context, 


2. panning the stereo's balance to the right in order to more clearly 
hear the featured guitar part, 


3. panning the stereo's balance to the left to allow for rehearsal with 
just the rhythm section. 


By taking full advantage of the described study methods, you should easi- 
ly be able to learn the songs and prepare them for performance. 


Editorial Note: 


The Best of Kiss-Signature Licks book and recording are primarily 
designed to help one learn and prepare selected Kiss songs for a live perfor- 
mance. For a more detailed analysis of the theory and techniques involved in 
these songs, check out The Best Of Kiss-Guitar School, also available from Hal 
Leonard. 


DEUCE 
(Kiss — '74) 


Words and Music by Gene Simmons 


Example 1 - Introduction 


With cranked-up, distorted guitars, a pounding rhythm section and the 
menacing (yet catchy) lead vocals of bassist Gene Simmons, "Deuce" not only 
served as a dramatic first impression for the band Kiss, but foreshadowed what 
was to come on the rest of their debut album as well. 


In “Deuce,” guitarists Paul Stanley and Ace Frehley use double-stops to 
give the introduction it's raunchy sound. The double-stop is a two-note partial 
chord form frequently employed by both rhythm and lead guitarists to add "grit" 
to a riff or lick. Most of the double-stops in the example can be played simply by 
barring your first (index) finger across the strings. (When a higher fret number 
appears on the lower string in the tablature, just add your third (ring) finger.) 


Occasionally, Paul and Ace employ techniques known as hammer-ons 
and pull-offs in order to create more legato (smoother) sounding rhythms within 
the riffs. Hammer-ons and pull-offs are indicated in the staff and tablature by 
curved lines, above or below the notes, called s/urs. 


A hammer-on is a technique where the left-hand's finger(s) strikes the 
string, sounding one or more notes without the help of the picking hand. For the 
slur at the beginning of measure 2, pick the double-stop at the 10th fret (which 
is fretted by your index finger) and bring your 3rd finger down on the note A 
(12th fret) quickly and with force, hence the name "hammer-on." When execut- 
ing this technique, a bit more speed and strength is required from the left-hand 
than if you were normally placing your 3rd finger down and picking the note. 
The harder you hammer your finger down, the louder the note will be! 


The pull-off is a technique where only the first note of the slur receives 
an attack from the pick, while the following lower note(s) is sounded by the left- 
hand alone. A slight pull, or “plucking” motion, to the side of the string as the 
finger pulls off will help to provide volume and sustain for the next note. To per- 
form the pull-off on the last beat of measure 2, pick only the first double-stop 
(notes E and G on the 14th and 12th frets respectively) and allow the left- 
hand's pulling action sound the D note (4th string, 12th fret) afterwards. You 
should soon discover that when performing a pull-off, you must have the follow- 
ing note fretted ahead of time (unless you are pulling-off to an open string). For 
example, before you can play the pull-off in this example, you must first barre 
your index finger across the 12th fret. This way, you're giving yourself some- 
where to pull-off to. 


At the end of Example 1 on the recording, the first 4 measures of guitar 
are repeated at a slower tempo. This will enable newcomers to the hammer-on 
and pull-off to study these new techniques more closely and in context to the 
music. 


Ех. 1 [Track 3] 
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Example 2 - 1st Verse and Chorus 


Upon arriving at measure 14 in Example 2, you may notice the transcrip- 
tion indicates that two guitars are needed to perform the next two measures of 
the chorus riff. However, a quick look at the tablature will reveal that one guitar 
could easily perform both parts! (The lead guitar in the accompanying C.D./cas- 
sette recording performs the riff this way.) After playing through these two meas- 


ures just once, you should discover that when both parts аге played on one gui- 
tar, the notes actually come together to form simple power chords! Often times, 
when two guitars share a staff system in a transcription (also referred to as divisi 
notation), it is possible that both their parts may be performed by a single guitar. 
This is an option especially worth exploring if you are the sole guitarist in a band. 
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Example 3 - 2nd Verse 


In the second verse of "Deuce," lead guitarist Ace Frehley overdubs a 
lead fill which, in measures 3-4 and 7-8, doubles a funky, 2-measure 16th-note 
rhythm played on Peter Criss' snare drum. When performing his lead, Ace accu- 
rately duplicates the drum's very staccato, or short, rhythms by employing a 
technique known as left-hand muting. Left-hand muting involves loosening your 
hand's grip on a note or chord just enough so that the string(s) stops vibrating. 
To perform left-hand muting on the notes in measures 3-4 and 7-8, release the 
left-hand's finger pressure off the frets immediately after each pick attack. Be 
careful not to let go of the string completely after each mute, as you might acci- 
dentally sound the open B string. 


At the end of Example З on the recording, the 2-measure lick discussed 
above is presented again at a slower tempo for close study. 


Ex. 3 [Track 5] 


2nd Verse 
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Example 4 - Guitar Solo 


Throughout much of the solo in “Deuce,” Ace Frehley creates some wail- 
ing lead licks by using whole-step bends. (In the tablature, whole-step bends are 
indicated by the term full above an arrow.) If any of your whole-step bends sound 
a little “sour,” you may need to work on achieving the proper intonation, or pitch, 
when bending the strings. On the guitar, a whole step is equivalent to two frets. 
Therefore, when you bend a note, its final destination, or “target pitch,” must 
sound identical to it's fretted counterpart located two frets higher. If you have 
trouble hearing the target pitches, play them as regular fretted notes first . In 
other words, play the note two frets higher than the note you want to bend. Then. 
try performing the bend again with the correct pitches still in mind. 


If you can hear the target pitch, but you're just having trouble physically 
controlling the bend, you may want to reinforce the bend with your 1st and 2nd fin- 
gers (all of the bends in Example 4 can be played with the 3rd finger). These addi- 
tional fingers will provide you with more strength with which to push the strings. 


At the end of Example 4, measures 13-16 are played at slow speed. 
These licks provide the perfect opportunity for you to practice the hammer-on 
and pull-off techniques discussed earlier in Example 1, as well as the whole-step 
bends covered in this lesson. Also, check out the 1 1⁄2 step bends in measures 
13 and 14. Use the same practice techniques on these bends as you would on 
whole-step bends (1 1/2 steps equals 3 frets). 
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Ех. 4 [Track 6] 
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STRUTTER 
(Kiss — '74) 


Words and Music by Paul Stanley and Gene Simmons 


Example 1 - Introduction and 1st Verse 


Ace Frehley's pumping, melodic guitar part in the intro апа verse to 
“Strutter” is actually a blues-based approach to rhythm playing which is quite 
commonly utilized in rock guitar styles. Although the basic guitar rhythms them- 
selves can be traced back as far as the early delta blues days, guitarist Chuck 
Berry usually receives credit for bringing this style of playing into the mainstream 
of popular music with his famous hit, "Johnny B. Goode." 


Performing this "rock 'n' roll boogie" style of playing usually involves tak- 
ing a power chord and moving the fifth degree of the chord up to the sixth 
degree on beats 2 and 4 of each measure. In "Strutter," however, Ace Frehley 
creates his own variations by employing the sixth degree more frequently. In 
measure 1 of Example 1, Ace (gtr. 1) begins with a B5 power chord and then 
stretches his pinky finger up to the note G* (6th fret) on the downbeats of beats 
2 and 3. This four fret stretch between the index finger and pinky may present a 
challenge for any beginning guitarist, so if it feels too difficult when you first tack- 
le it, move up the neck and practice there for a while. The shorter distance 
between the higher frets will make the stretch a little easier, allowing your fingers 
to adjust more gradually. 


Take your time when working with the wide stretches in "Strutter." At 
some point you'll probably feel your left-hand and forearm become warm or even 
stiffen up. If this happens, stop and relax! While this is part of the process of 
developing muscles and tendons, continually pushing yourself past this point 
may result in tendinitis! (Warning signs: sharp pains in the hand and/or forearm.) 
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create the rock steady guitar rhythms heard on the recording. Downpicking is 
preferred because it generally sounds more uniform than alternate 


To better understand the difference between the two methods 


Chorus 
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Example 2 - Chorus 
Ex.2 [Track 8] 
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Example 3 - Guitar Solo 


The guitar solo in “Strutter” hosts a smorgasbord of whole-step bends 
(see Ex. 4 for “Deuce”) for you to practicel However, in measures 5-8, we 
encounter some whole-step prebends. Prebend notes are different from “regular” 
bends in that they require you to bend the note a full step before it is picked. You 
must rely solely on your fingers' experience to silentiy bend the note exactly one 
whole step. 


You can practice your prebends by first picking a note and bending it up a 
whole step. Then, try and prebend the same note using the preceding bend's 
pitch as your “target” note. (Make any pitch corrections while still holding the 
note.) This process teaches your left-hand how much pressure is needed in 
order to quietly bend the string up one whole step. 


Ех. 3 [Track 9] 
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Example 4 - Outro solo 


In measures 1-2 of Example 4, Ace repeatedly employs a double-stop 
with an oblique bend to create a catchy lead melody. (Oblique is a term used in 
music to describe when one voice moves apart from another stationary voice.) 
This lick is actually a variation on yet another popular riff made famous by gui- 
tarist Chuck Berry in the intro to his classic hit “Johnny B. Goode.” 


To play this lick correctly, barre your index finger across the 1st and 2nd 
strings behind the 7th fret and push the 3rd string with your ring finger. If you find 
that the string tends to slip under your finger or you have trouble achieving the 
proper pitch, try adding the middle finger for support. This should give you the 
extra “muscle” needed to perform the bend comfortably. 


After the example, the first two measures of the solo are repeated at slow 
speed. 


Ex. 4 [Track 10] 
Outro Solo 
Gtr. 1 ἃ 2: w/Rhy. Fig. 1 
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PARASITE 


(Hotter Than Hell — '74) 


Words and Music by Ace Frehley 


Example 1 - Introduction 


In order to perform the intro riff for “Parasite” comfortably and up to 
speed, you'll need to perform left-hand muting techniques in combination with 
some predetermined right-hand picking. 


Check out the suggested picking pattern below the staff in Example 1. 
This is the best method with which to play the riff at fast speed, as the pattern 
takes advantage of the right-hand's strumming motion. When you use this pat- 
tern, you should notice that your right-hand is continually moving up and down, 
even during the rests. This economizes the right-hand's movements better than 
if strict alternate-picking or constant down-picking was used. 


Use left-hand muting to silence the notes before each 16th note rest, as 
well as when playing the muted string attacks (represented by x's) at the end of 
the first measure. 


When working on the opening riff for “Parasite,” start out slowly, as this 
will help you to work on the precise timing needed to coordinate the left-hand's 
mutes with the right-hand's pick attacks. The 2 measure riff is repeated at slow 
speed after the example so that you can more clearly hear the exact rhythms 
involved. 


Ex. 1 [Track 11] 
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Example 2 - 1st Verse and Chorus 


Perhaps the most difficult part in performing the chord changes in the 
verse riff involves moving the barre chords quickly up and down the neck in wide 
intervals while keeping the rhythms smooth and steady. If you experience a 
slight hesitation when switching from chord to chord or your rhythms just feel 
choppy in general, try planning your chord changes ahead of time. In other 
words, once you strum a chord, start scouting out the location of the next chord 
before you have to change position. (Practice this slowly at first. When played up 
to speed, this process takes place in !езз than a secondl) By scouting ahead їп 
this manner, you're giving your left-hand a “target fret” to shoot for when it 
comes time to make that speedy chord change. 
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bends and pull-offs, in measure 14 we encounter the brief usage of a tap-on 
technique. Tapping involves using your right-hand alone to fret, or hammer-on, a 
note on the fretboard in order to create wide interval legato sounding licks. In the 
first beat of measure 14, rather than pick the note B* on the 1st string, 6th fret, 
Ace taps the note on the 3rd string, 13th fret, in order to create a more "hammer- 
on” type feel. 


When performing this lick, simply reach up with your right-hand (while still 
holding the bent note C, 5th fret, with your left-hand) and hammer-on the note ΒΡ 
on the 13th fret. Try to achieve a pull-off effect with the right-hand as well, 
because you need to sound the note D (previously bent C at 5th fret) immediate- 
ly afterwards. Measures 13-15 are repeated slowly after the audio example so 


Example 3 - Guitar Solo 
While a lot of the licks found in Example 3 for "Parasite" involve mostly 
that you can more clearly hear the tapped note. 
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Ex. 3 [Track 13] 
Guitar Solo 
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ROCK AND ROLL ALL ΝΙΤΕ 


(Dressed To Kill — '75) 


Words and Music by Paul Stanley and Gene Simmons 


Example 1 - Introduction 


The introduction to the classic Kiss tune “Rock And Roll All Nite” is actually 
composed of two different guitar parts which mesh together to form a unique sound- 
ing riff that would be impossible to play on one guitar. On the recording accompany- 
ing this book, you can pan your stereo's balance from side to side to better hear 
each of these parts separately. (Gtr. 1 is in the left speaker, gtr. 2 in the right.) 


When performing the first guitar part, be sure to keep your index finger 
barred across the 10th fret on the Gadd9 and D chords in measures 3-4. This 
should help you to perform the chord changes smoothly at a fast tempo. If you 
also keep your middle finger on the 11th fret during these measures, all you'll 
need to do to perform this ΠΠ is move your ring and pinky fingers back and forth 
across the strings. 


As with the first guitar, performing the second guitar’s part will require that 
you maintain some sort of barre throughout much of the example. In the third 
measure, keep your index finger barred across the 7th fret while your middle and 
ring fingers hammer-on the notes for the G chord. If this sort of technique is new 
to you, make sure that both fingers hammer-on their notes at the same time! 
Maintain the barre at the 7th fret until the slide in the next measure. 


When playing the rhythm figure in measures 6 and 8, hold the E barre 
chord played in the previous measure and use your pinky to add the appropriate 
notes. 


Ex. 1 [Track 14] 
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Example 2 - Intro, Verse and Bridge 


The recording of Example 2 and 3 includes the second guitar part only. 
This allows you to practice either guitar part with the rhythm section alone by 
panning your stereo's balance to the left speaker. 


If you've mastered the intro to "Rock And Roll All Nite" (Example 1), you 
Should have no problems here, as this example contains many of the same riffs. 
It will, however, test your ability to perform the riffs smoothly at a fast tempo! If 
you have trouble keeping up with the recording, practice the song by yourself. 
Bring the piece up to speed only when you feel comfortable performing the riffs 
at a slower tempo. A major advantage to practicing new material slowly at first is 
that you are more likely to hear and correct any mistakes in your playing. 
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Example 3 - Chorus 


When performing the chorus section of “Rock And Roll All Nite,” use con- 
stant downstrokes to reproduce the guitars' heavy, aggressive attitude. Alternate 
strumming not only sounds weaker when compared to the meaty downstroke 
attack, but would make many of the guitar parts in “Rock And Roll All Nite” more 
difficult to play, 
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DETROIT ROCK CITY 
(Destroyer — 76) 
Words and Music by Paul Stanley and Bob Ezrin 


Example 1 Introduction 


"Detroit Rock City" is one of the few Kiss songs that features an extrava- 
gant arrangement of multiple guitar parts. By orchestrating as many as five differ- 
ent guitars at one time, Kiss create a huge "wall of guitar" sound which sets a 
powerful mood for the song. However, even Kiss themselves don't have enough 
guitarists to recreate the exact studio recording live! Therefore, for performance's 
sake | have omitted the least audible guitar parts and arranged the transcription 
for "Detroit Rock City" to accommodate a two-guitarist band. 


When playing either of the guitar parts in the introduction, be sure to per- 
form the 8th-note rhythms in the example with a triplet feel, as indicated in the 
transcription by * =J))” after the tempo marking. (These types of rhythms may 
also be referred to as shuffle style or swing 8ths.) A triplet is the rhythm of three 
notes played in the space of one beat. To get a feel for this rhythm, tap a slow 4 
count with your foot and use your hand to tap three even attacks for every beat 
your foot counts. When playing 8th notes with a triplet feel, the first 8th note of a 
beat is equal to the first two notes of a triplet, while the second 8th note is actual- 
ly the third note of the triplet. The best way to learn this feel is to study and play 
along with the recording for Example 1. 


If you are the sole guitarist in your band or just want to jam through the 
song by yourself, begin the introduction with guitar 1. When you get to measure 
9, switch to the second guitar part. This change in harmony will help to liven up a 
single guitar performance. 


AS AS type2 
χο х κ хх 
114 
1385 (85 Fas 
x xx x xx x хх 
m | n i | 
133 133 133 


Εκ. 1 [Track 17] 


Intro 


1» 


Fast Rock ὁ = 184 (77 


N.C.(C#m)* 


Qtr. 1 


| 
| 


| 


*implied tonality 


| 


УВ 
1 


| 


* VT 


` 
о 


L— 44 


le 
К) 
R 


= 
—_ 
LX 


| 


*Gir. 2 not audible on recording 


34 


ж 
5 


3 3 
mf uds ff 
هج‎ 
644-4 [e464 6 46, | #4 ي کے‎ 
0 
.. 3 3 . - 
— a اس ٭ اھ‎ rr a — PL aE a øo SS гээ: 
Ri Se eae 
ГЭ L ΔΩ 
mf cresc. if = 
- 2 4 4 وت سو‎ 2| 8 === === === 
7 9 
**Gtr. 2 re-enters audio example *Gtr. 2 not audible 
on recording 
B 
13 vocal: ¥ 
[—4— a. EE [== س‎ ς. 2, 
И PI L—-——L—42————————TT———i 
— 0 (7. 
ا‎  Pq- AND MD ا‎ К=з ouo [oui o opu ae] | 
[ee e] [: ΕΤ ὗς a | 
К= یرہ‎ es وأ وس تہ ےکا 2282 — یں‎ — ww ιτ πο ee E. | 
Ku EH چٹ تا‎ == ο БИЕ πι ہہ‎ ээ ээ 05-58: 
КЕ a d: ے سے‎ ор 
ہے سو‎ g = — -ππ-πηκοο” 
---.------- (fret noise) 


| 
| 
| 


Example 2 - 1st Verse and Chorus 


In the verse sections of “Detroit Rock City,” Ace and Paul hold on to sim- 
ple barre chords allowing the rhythm section and vocals to carry the tune. 
However, at the end of measure 16, to lead the song into the powerful chorus 
section. 


In the recording, beginning with the pickup into the chorus, guitar 1 is 
heard in the right speaker, while guitar 2 is on the left. This arrangement is to 
benefit those of you in a single guitar situation, as the first guitar part is probably 
the best one to use in reproducing the original feel heard on the album. 
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Example 3 - Interlude 


Perhaps the most challenging part to playing the interlude to “Detroit 
Rock City" lies in the second half of measure 8. Here, all the guitars need to play 
their triplets perfectly in synch in order for the lick to sound tight. If you experi- 
ence any trouble when performing these licks up to speed, try practicing them 
using alternate picking. Alternate picking simply means to switch between down 
and up pick attacks (down, up, down, up, etc.). This is often employed by gui- 
tarists when clean, precise rhythms are required, such as in measure 8 of this 
example. If alternate picking is a relatively new technique to you, start out slowly, 
beginning with a down pick on the first triplet. Before you try playing along with 
the recording, practice this one measure over and over until your right hand feels 
comfortable with the lick. 


8 


Interlude ус (C#m) 


Ex. 3 [Track 19] 


Example 4 - Guitar Solo 


In the solo for “Detroit Rock City,” Ace Frehley and Paul Stanley give their 
licks a smooth, glassy feel by employing lots of slides in between notes. While 
all these slides create a more interesting guitar solo, they pose a unique chal- 
lenge for the beginning guitarist. If when playing these licks you feel a slight des- 
peration as you try to keep up with the recording, you may need to stop and 
work out some predetermined fingerings for the licks. For example, check out 
measures 4-7 of Example 4. After playing the first four notes in measures 4 and 
5, you'll probably find that your middle finger will be all set to perform the first 
Slide in measure 6, right? Wrong! If you proceed this way, you'll leave yourself 
no choice but to use the weaker pinky finger on almost half of the notes in this 
lick. However, had you started this slide with your index finger, you would have 
set yourself up to more comfortably play the rest of the lick. 


In measure 10, you may be tempted to begin the slide from the note C* 
(6th fret) to the note B (4th fret) with your index finger. However, you'll soon find 
that you've forced your index finger into making a quick and most likely clumsy 
jump down to the note A (2nd fret). Begin the slide with your ring finger instead, 
as this will set up your index finger to effortlessly play the note A, resulting in a 
much smoother sounding lick! 


Proceed through the rest of Example 4, similarly working out fingerings 
which allow you to most comfortably play the licks. Afterwards, you may need to 
run through the solo slowly a few times by yourself in order to get used to the 
new and sometimes strange fingering positions. This "thinking ahead" approach 
to guitar playing is well worth exploring as it may come in handy in working out 
other guitar solos or even in composing your own fretboard extravaganzas! 
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Twelve o’-clock,_ 1 got-ta rock... 


SHOUT IT OUT LOUD 
(Destroyer — '76) 


Words and Music by Paul Stanley, Gene Simmons and Bob Ezrin 


Example 1 - Introduction and 1st Verse 


While the notes and rhythms in the introduction to “Shout It Out Loud" 
should be fairly easy to follow, performing the bent notes in measures 2 and 6 in 
perfect harmony with another guitarist may prove a little more challenging. Not 
only do you have to concentrate on the proper distance to bend your own String, 
but you have to do so while listening to the other guitarist bend his note a differ- 
ent intervallic distance. (You need to consciously or unconsciously listen to the 
other player like this in order to best “lock into” each others’ rhythms. Doing so 
creates a nice, tight harmony guitar line!) in other words, while you're trying to 
bend, say, the note Df (11th fret) up a half step, your ear is also picking up on 
the other player's whole step bend, making the intonation (proper pitch) of your 
note a little harder to hear then usual. 


The best way to prepare for performing Example 1 with another player is 
to practice performing the 1/2 and whole step bends ahead of time (see Ex. 4 for 
"Deuce"). This way, you can rely more on your fingers’ experience to perform the 
bends correctly than if you just used your ears alone. 
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Example 2 - Bridge and Chorus 


Many of guitar 1's chords in Example 2 closely resemble those found in 
guitar 2'5 part in the intro to “Rock And Roll All Night.” These riffs are performed 
in the same manner. For review, to play the first two chords of the chorus (at 
measure 10), simply barre your index finger across the 4th fret for the first chord, 
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Example 3 - Guitar Solo 


in measures 1 and 5 of his solo for “Shout It Ош { ους,” Асе Frehley plays unison 


bends to produce some high pitched, screaming notes which really stand out in front of 


the rhythm section. Performing a unison bend involves bending а note up to the same 
pitch of another note on the next highest string. To play a unison bend such as the 
one in the first measure, fret and then pick both notes simultaneously, allowing them 
to ring together while performing the bend. Use the top note D (10th fret, 1st string) ав 
your “target pitch” for the whole step bend from C (13th fret, 2nd string) to D. If you 
experience some trouble in controlling the pitch of the bend or the string tends to slip 
under your finger, try adding your middle and ring fingers to help reinforce the bend. 


Ex. 3 [Track 23] 
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I STOLE YOUR LOVE 
(Love Gun —'77) 


Example 1 - Intro and 1st Verse 


When working out the intro riff for "I Stole Your Love," be sure to observe 
the term "let ring" that appears several times above the tablature. In each case, 
this indicates not to mute any of the sounding strings for the entire duration of 
the "dashed line." Any additional notes that appear in this duration are either 
repeated notes of the chord or notes added with other fingers. As a result, you 
should find that your index finger maintains a barre across the 5th fret. 


When performing the introduction section, use constant downstrokes, as 
this will help re-create the intensity heard on the album. 
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Example 2 - Bridge and Chorus 


With the exception of measures 11 and 12, the chorus riff for "I Stole Your 
Love" is nearly identical to the riff in the introduction. When playing through 
measures 11 and 12, however, you'll soon find that these chords require similar 
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Example 3 - Guitar Solo 


When first listening to Ace Frehley's blazing guitar solo in “I Stole Your 
Love," some beginning guitarists may feel a bit intimidated by all the furious, 
lightning fast licks. if this is the case with you, try breaking the solo up into small- 
er, "chewable" bites. Let's try a bit of this, skipping ahead to measure 9 of the 
solo, where Ace really starts rippin'! 


Beginning with measure 9, we can see that these first few notes are actu- 
ally prebends, as covered in Example 3's lesson for "Strutter." The next lick at the 
beginning of measure 10 is an exaggerated hammer-on/pull-off technique similar 
to those discussed in the introduction lesson for "Deuce." Another hammer- 
on/pull-off appears at the end of measure 11 following a double-stop bend lick. 
Remember that those were covered in the lesson for Example 4 to "Strutter." 


My point here is, many times a seemingly monstrous barrage of licks is 
actually just a melodic, creative arrangement of smaller, more familiar guitar 
licks. When learning solos that are technically beyond your playing ability, 
approach them as a mechanic would rebuild a car engine. 


First the mechanic takes the engine apart (in your case the solo) piece by 
piece. Then he'll repair and polish each piece individually (practice each lick). 
Finally, when all the pieces are in perfect working order (you can comfortably 
play each lick on it's own), the mechanic assembles the engine (put all the licks 
together) in hopes that he'll end up with a smooth running machine (totally 
bitchin' solo!). 
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SHOCK ME 
(Love Gun — 77) 
Words and Music by Ace Frehley 


Example 1 - Intro and 1st Verse 


To perform the 1/2 step bend for each open G chord in Example 1 (check 
out beats 3 and 4 of measure 3), simply pull the note ЕЁ (2nd fret) toward the 
other strings the appropriate 1/2 step distance. Remember that a 1/2 step equals 
1 fret on the guitar, so if you find yourself over- or undershooting the bend, stop 
a minute and fret the note G (3rd fret). This will give your ears a target note to 
remember when performing the 1/2 step bend. 


When performing the main riff for "Shock Me" (Rhy. Fig. 1), use both left 
and right hand muting techniques to ensure that the chords are muted at the 
appropriate times. This is important in re-creating the original feel of the riff as 
heard on the album. 


Ex. 1 [Track 27] 
Intro 
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Example 2 - Bridge and Chorus 


Check out the slurs above and below the barre chord slides in measures 
1 and 2. When playing these, remember that you should only strum the chord at 
the beginning of each slur. The left-hand must slide up to the next chord without 
the help of the right-hand. If you experience trouble when sliding the barre 
chords in this example, apply some extra finger pressure to the frets. This will 
help keep the chord's notes from dying out during the slide. 
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Example 3 - Guitar Solo 


This Ace Frehley “рїёсө de résistance” is chock full of savory licks well 
worth learning note-for-screaming-note. As described in Example 3 for “I Stole 
Your Love,” a thorough dissection will most likely reveal that many of the licks 
within the solo utilize techniques already covered in earlier lessons. While learn- 
ing and eventually performing this lengthy solo along with the recording may 
pose quite a challenge, you'll be rewarded with improved playing skills and a 
considerably larger arsenal of lead guitar licks to employ in your own solos. 


After Example 3 on the recording, measures 11 and 18-19 (some of the 
fastest runs in the solo) are played at slow speed. 


At the end of the first beat in measure 11, move from the note A (7th fret, 
4th string) to D (7th fret, 3rd string) and back by simply “rolling” your finger 
across the 7th fret. Picking your finger up off the fretboard when moving back 
and forth between these two notes will be a nearly impossible feat (with clumsy 
rhythms at best!) to accomplish when playing the lick up to speed. 


In measure 18, use this “rolling” technique when moving back and forth 
from the notes A (19th fret, 4th string) and D (19th fret, 3rd string) at the end of 
beat 4. 


Be on the lookout for opportunities in other solos where this “rolling fin- 
ger" technique (for lack of a better term) may help you to rhythmically smooth 
out a lick. 


Ex. 3 [Track 29] 
Guitar Solo 


Gtr. 1: w/Rhy. Fig. 1, 4 times, simile 
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I WAS MADE FOR LOVIN’ YOU 
(Фупазу-779) 


Words and Music by Paul Stanley, Desmond Child and Vini Poncla 


Example 1 - Introduction 


In order to achieve a percussive, almost keyboard-like attack on chords in 
the introduction to "I Was Made For Lovin' You," Ace Frehley employs a form of 
right hand finger picking known as hybrid picking. 


Hybrid picking is a technique which involves holding the pick between 
your index finger and thumb in order to free up the remaining digits to finger a 
chord or riff. It enables you to take advantage of both flatpicking (standard pick- 
ing) and fingerpicking methods simultaneously or individually without having to 
set the pick down between techniques. 


To hybrid pick the chords in the measures 5 and 6 of Example 1, use your 
right hand's middle and ring fingers to pluck the first two strings, while at the 
same time using the guitar pick to pluck the 3rd string. (This same picking 
approach is used on the chords in measure 7, only on the 2nd through 4th 
strings instead.) By hybrid picking the chords like this, you achieve a more uni- 
fied sounding attack, similar to that produced by striking a chord on a piano. This 
is because when you strum two or more strings with standard picking, you are 
actually picking them in succession. The pick can make contact with only one 
string at a time, no matter how fast you strum! 


Performing the chordal riff in measure 8 (also in 12 and 20) will require a 
concentrated effort on the part of both your right and left hands. When fretting the 
first chord (E minor) with your left hand, barre your index finger across the 8th fret 
and use your middle and ring fingers for the rest of the notes on the 9th fret. 
Then, following your right hand's hybrid pick attack, perform a pull-off with the 
middle and ring fingers as you slide the index finger barre down to the D chord at 
the 7th fret. This maneuver may seem a bit awkward at first, so make sure you 
practice this one measure over and over before you play along with the recording. 


Here are a couple more tips for playing this example: Pulling or “snap- 
ping" the strings slightly with your fingers will help you to achieve the percussive 
sound the chords possess in the recording. Also, muting the strings after each 
attack with the right hand's fingertips will help keep the rhythms staccato (short 


and punctuated). 
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Example 2 - Bridge 


Throughout most of "I Was Made For Loving You,” Paul Stanley (gtr.1, 
heard in the left speaker on the recording) performs a simple, yet constant 16th 
note rhythm guitar figure which closely follows the rhythms of the high-hat and 
bass guitar. In order to keep his busy guitar part from interfering with or over- 
powering the other instruments, Paul employs a right hand technique known as 
palm muting (indicated by the abbreviation P.M.) to keep his notes more sub- 
dued. 


Palm muting is a maneuver whereby you lightly rest the fleshy side of 
your palm on the strings near the bridge as you pick. This palm pressure 
reduces string vibration, affecting the sound and duration of the notes involved. 
The more right hand pressure applied, the shorter the note or chord duration will 
be. When performing many of the riffs in this tune, you'll only need to apply a 
moderate amount of pressure to the string. Too much right hand pressure will 
deaden the notes, and too little will allow them to ring together. 


Beginning in measure 20 of Example 2, both guitars 1 and 2 utilize palm 
muting together, providing a great example of this technique arid how it can be 
used to create strong, pumping rhythms. 


Ex. 2 [Track 31] 
Bridge c 
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Example 3 - Guitar Solo 


Of the variety of licks Ace Frehley manages to tastefully cram into this 
short, four measure solo, the notes that stand out the most are those punctuated 
with squealing pinch harrnonics. Pinch harmonics (indicated by the abbreviation 
P.H.) are high-pitched overtones created by a specific kind of picking attack on 
the string. By utilizing this technique, Ace is able to make certain notes seeming- 
ly jump right out of the speaker. 


To perform a pinch harmonic, you'll need to slightly modify the way you 
hold the guitar pick. Grip the pick with either your thumb and index finger or your 
thumb and middle finger and “choke up” on the pick so that only a small portion 
of it extends beyond the tip of the thumb. This is important because the tip of the 
thumb is largely responsible for the effect. 
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A pinch harmonic is performed by simultaneously brushing the string with 
the tip of the thumb while picking a downstroke. In order to achieve this, the 
thumb must also touch the string at one of the harmonic node points (points 
along the string where natural harmonics occur). Different harmonics can be gen- 
erated by pinching the string at different points. Moreover, the locations of the 
node points are different for each left hand fret position, so you'll have to do 
some exploring on different areas of the string to find them. 


The most obvious pinch harmonics occur in the second half of measure 1. 
Here, Ace produces several piercing harmonics which sound over two octaves 
above their fundamental (fretted) pitches. These harmonics are located on the 
3rd string roughly around the middle pickup area of the guitar. 


The best way to practice your pinch harmonics is to take any fretted note and 
pinch up and down the string, searching for node points. Extra gain or distortion will 
also enhance the effect and help to bring out hidden or hard to find node points. 


Ex. 3 [Track 32] 
Guitar Solo 8va 
Gtrs. 1 & 2: w/Rhy. Fig. 2 ^ ^^ 


ЗЯВЬ ЯВ ДАХ АВ. ЛЬ ЛЕ АС ДР Л σσ 
gg 5 5 وج‎ 5 5 5 5 —5- 6—6— 


LICK IT UP 
(Lick It Up — 83) 


Words and Music by Paul Stanley and Vincent Cusano 


Example 1 - 2nd Verse, Pre-Chorus and Chorus 


When playing the catchy guitar riff found in measures 24 and 28, fret the 
first double-stop with your ring finger. When you slide the C5 diad (a diad is a 
two note chord) down to the 4th fret, your index finger will be in position to easily 
fret the double-stop on the 2nd fret. Your middle finger will also end up “hanging 
out" at the 3rd fret, all ready to fret the note C (3rd fret) which starts the brief 
scalular run on beat 3. As you'll find out, this sort of predetermined finger posi- 
tioning (see "Detroit Rock City" Ex. 4 lesson) will allow for a rhythmic execution 
of the lick that is smoother than if you begin the riff by fretting the first double- 
stop with your index finger. 


When switching from the open G to the open D chord in measures 19, 
23, 27 and 31, try keeping your ring finger anchored to the high note D (3rd fret, 
2nd string) throughout both chords. Your ring finger can then act as a "pivot 
point" to help you change between G and D more quickly and easily than if you 
completely lifted your hand off the fretboard in between chords. 


Ex. 1 [Track 33] 
2nd Verse 
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Example 2 - Bridge and Interlude 


In measures 9, 11, 13 and 15 of Example 2 for “Lick It Up,” Kiss’ new lead 
guitarist Vinnie Vincent creates a unique guitar solo by using arpeggios. The 
word arpeggio (originally a classical European musical term) is used to describe 
when a chord's notes are broken up and played one at a time. When playing the 
arpeggios in these measures, be sure to allow all notes to ring their full duration 


o 
ο 


as indicated by the dashes after the term “let ring.” Also, try to perform the 8th 
note rhythms for the arpeggiated chords as evenly as possible. To best accom- 
plish even rhythms, you'll probably need to work out a right hand picking pattern 
using either alternate or economy picking techniques. 


As mentioned in Example 3 for “Detroit Rock City,” alternate picking 
involves strictly alternating the direction of your pick attack for every note. Al- 
though alternate picking offers superior speed and precision, it requires a great 
deal of practice and patience to perfect. (Especially when working with extremely 
fast licks!) If you have trouble getting used to alternate picking, you may find 
economy picking better suits your own style of playing. (Economy picking works 
fine for most licks, but is not as clean sounding as alternate picking is when used 
on high speed passages.) 


With economy picking, you still alternately pick notes, except when mov- 
ing from one string to another. When moving to a higher string, use consecutive 
downstrokes, letting the pick "fall" onto the next string. Likewise, when moving to 
a lower string, use consecutive upstrokes. Picking this way helps reduce 
demands on the tendons in your right hand and forearm, making certain licks 
easier to execute. 


In measure 9, ! have provided an economy picking pattern below the tab- 
lature system. Try playing through the next few measures using this economy 
picking pattern and then again using strict alternate picking. Notice how each 
picking technique presents a slightly different rhythmic feel when playing through 
the arpeggios! 


While each technique has its own advantages, try becoming familiar with 
both, as you may find that different musical situations will prefer one over the other. 


Ex. 2 [Track 34] 
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HEAVEN’S ON FIRE 
(Animalize — ’84) 
Words and Music by Paul Stanley and Desmond Child 


Example 1 - Verse, Pre-Chorus and Chorus 


Throughout measures 1-7 of the verse section for "Heaven's On Fire," 
use right-hand palm muting to silence the open chords after every strum. (If you 
don't know how to read the standard notation in the top staff system, be sure to 
listen carefully to the guitar's rhythms on the recording.) 


In measures 11 and 12, guitarists Ace Frehley and Mark St. John use 
microtone, or 1/4 step bends (represented by upward arcs above the notes) on 
the B5 power chords. (Incidentally, Mark St. John replaced Vinnie Vincent when 
Vincent was fired prior to the recording of Animalize.) Such slight bends are 
sometimes used by guitarists to “dirty up" or add “grit” to a note or chord, often 
resulting in a bluesy sounding quality. To perform the bends in Example 1, sim- 
ply pull both notes of the chord evenly and ever so slightly. If you exert too much 
force on the strings, you most likely will pull the chord out of tune! 


Note that at measure 9, only the second guitar part is featured on the 
recording accompanying this book. This gives you the opportunity to practice 
through the entire example with just the bass and drums when you pan the 
stereo to the left. 


Ex. 1 [Track 35] 
1st Verse 
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Example 2 - Interlude 


In Example 2 for “Lick It Up,” we heard how Vinnie Vincent created a solo 
interlude with the use of arpeggios. Here, in measures 11-18 of Example 2, we 
can hear how Mark St. John also uses arpeggios to compose his interlude for 
“Heaven's On Fire.” 


When memorizing a piece of music that involves arpeggios, it is often 
helpful to visualize the chord from which the arpeggio originates. By examining 
the transcription, we can see that Mark St. John builds his lead guitar break pri- 
marily from the top three strings of an 8th position F major barre chord and a 
10th fret G major barre chord (the F barre chord is simply slid up the neck two 
frets). Therefore, in the case of Example 2, you need only to remember two 
chords to play all the licks in measures 11-18! 


Ex. 2 [Track 36] 
Interlude 
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TEARS ARE FALLING 
(Asylum — '85) 


Example 1 - Intro, 1st Verse and Pre-chorus 


By depressing his guitar's vibrato bar in even 8th note rhythms on certain 
chords (indicated by check marks above the term "w/bar"), guitarist Bruce Kulick 
adds a much more interesting quality to the intro and chorus riffs than if those 
chords were permitted to ring normally. (Bruce Kulick replaced lead guitarist 
Mark St. John prior to the recording of Asylum after Mark developed an acute 
form of arthritis known as Reiter's Syndrome.) 


When performing the vibrato bar scoops in Example 1, simply depress 
the bar with quick, even rhythms as indicated in the transcription. Try not to hold 
or depress the bar too much, as this 'dipping' technique requires a more subtle, 
relaxed touch in order to achieve the fluid scooping effect heard on the album. 


Again, if you don't know how to read the standard notation in the top staff 
system, and are working with just the tablature alone, be sure to listen carefully 
to the guitar's rhythms in the recording. You'll best be able to concentrate on the 
rhythms, and hear precisely where to apply pressure to the whammy bar in 
Example 1, if you study the accompanying recording with your stereo's balance 
panned to the right speaker. 


Measures 5-12 feature a riff which is also used in the chorus for "Tears 
Are Falling." When playing the F* major barre chords in measures 5-6 and 9-10 
of the example, use an index finger barre completely across the 9th fret. This 
way, you won't have to reposition your left hand when it comes time to play the 
following F#5 diads on the bottom two strings. However, you must be sure to 
strum only the notes indicated in the transcription, as this is important in re- 
creating the original feel and melody of the riff! 


Ex.1 [Track 37] x xx x хх x хх 
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Example 2 - Guitar Solo 


This lengthy solo is presented in it's entirety to provide you with one of 
the most challenging and potentially rewarding examples in this book. As men- 
tioned in Example 3 for “I Stole Your Love,” the best way to approach learning 
such a monstrous solo is to break it down into small, manageable portions. 


In measures 13-15 and 21-24, Bruce Kulick fires off a volley of lightning- 
fast licks which utilize very wide left hand stretches. If this sort of lead playing is 
new to you, take it slow, as you don't want to pull any muscles in your forearms! 


To play Kulick's acrobatic licks in measures 21-23, use your index and 
pinky fingers to execute the pull-off on the first string. Use your ring finger to fret 
the note E (17th fret) on the second string following each of these pull-offs. Use 
a down pick attack in picking the pull-offs located on the first string, and an up 
pick attack for notes played on the second string. This will economize the right 
hand's picking motion between the two strings and contribute towards more 
even rhythms when performing the licks at high speed. 


At the end of the example, measures 13-17 are played at slow speed, as 
these extremely tricky and yet melodic licks will probably require the most atten- 
tion out of all those in the transcription. Throughout these measures, you'll prob- 
ably find that the key to mastering these licks lies in working out a predetermined 
right hand picking pattern. For the wide interval licks in measure 13, use a tech- 
nical approach similar to that described above for measures 21-23. Later, in 
measure 15, try to work out a picking pattern using either alternate or economy 
picking (see Ex. 2 for "Lick It Up”), or maybe even a combination of both! 
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NOTATION LEGEND 


Bend Bend Bend Bend Bend Bend and Release Prebend Compound Bend and Release 
(half step) (grace note) (whole step) (whole and (two whole (string bent (only first note plucked) 
half steps) steps) before picking) 


Compound Bend and Release Slight Bend Unison Bend Vibrato Wide Rake Sweep Picking Vibrato Bar 
(every note picked) (microtone) Vibrato Strings Dive and Retum 
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(first note picked only) 


Staccato Phrasing Choppy Phrasing Fret-Hand Muting Pick-Hand Muting Tremolo Picking Prebend Trill 
(extreme staccato) (percussive tone) (with bar) (fast hammer-on/ 
pull-off combination) 
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